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                                                2	I	see	a	subtle	difference	between	female	adolescent	and	adolescent	girl.	While	it	is	a	difficult	distinction	to	make	and	maintain,	I	associate	the	first	with	the	physical	changes—the	bodily	transformations—that	demarcate	a	period	between	childhood	and	adulthood	and	the	second	with	the	discursively	constructed	creature,	thus	it	is	a	difference	along	the	lines	of	sex	and	gender.	Yet,	herein	lies	the	problem:	not	only	are	those	physical	(i.e.	biological,	natural)	changes	capricious,	but	their	meanings	(our	conceptions	of	them)	are	just	as	culturally	constructed	as	this	idea	of	“adolescent	girl”	that	I	attempt	to	isolate	through	the	division.	3	I	focus	specifically	on	Pierce’s	Song	of	the	Lioness	(1983–1988),	Immortals	(1992–1996)	and	Protector	of	the	Small	(1999–2002)	quartets	as	well	as,	to	a	lesser	extent,	her	Daughter	of	the	Lioness	duology	(2003–2004)	and	Beka	Cooper	trilogy	(2006–2011),	as	all	are	also	set	within	the	Tortall	realm.	Meyer’s	work	comprises	The	Lunar	Chronicles	(2012–2015).		4	This	refers	to	the	Lunar	glamour,	an	ability	possessed	by	certain	characters	in	Marissa	Meyer’s	The	Lunar	Chronicles.	
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narrative	of	choice:	the	adolescent	girl	may	choose	to	be	whomever	she	wishes.5	Yet,	while	such	narratives	appear	to	offer	agency,	the	sheer	homogeneity	of	the	appearance	produced—and	that	appearance	is,	itself,	so	singularly	relied	upon—suggests	a	narrowing,	rather	than	an	increasing,	of	options	available	to	the	adolescent	girl.	Furthermore,	these	narratives	posit	the	female	adolescent’s	developing	body	as	both	her	source	of	power	and	as	something	she	must	(self-)	control	(Bartky	1988;	Gill	2007).	Thus,	despite	gaining	access	to	an	unprecedented	amount	of	choice,	the	adolescent	girl	remains	both	trapped	within	a	body	and	constrained	by	surveillance	and	discipline	so	pervasive	that	she	“freely”	chooses	to	enact	their	mechanisms	of	control	(bikini	waxes	and	breast	augmentation,	hair	dye	and	teeth	whitening)	upon	herself,	that	is	to	say,	upon	her	body.		Popular	and	media	culture	is	a	discursive	space	emanating	from	the	West,	particularly	the	United	States	and	its	culture	of	celebrity.	Yet,	it	is	also	the	digital	and	visual	space	of	social	media—Facebook	and	Twitter,	YouTube	and	Vine,	Snapchat	and	Instagram—where	adolescent	girls	are	increasingly	“living”	more	and	more	of	their	lives.	This	is,	in	other	words,	the	media	and	image	saturated	world	within	which	the	adolescent	girl	has	existed	since	the	profusion	of	Internet	technologies	in	the	mid–2000s,	a	saturation	that	has	only	increased	as	technologies	have	developed	(Senft	2008;	Rettberg	2014).	Through	the	images	of	this	space	as	they	are	made	available	by	popular	and	social	media	(the	celebrity	and	the	selfie),	the	adolescent	girl	is	continually	presented	with	images	of	the	ideal	body—images	that	not	only	model	and	define	the	ideal	self	but	that,	at	times,	replace	it.6	These	images	of	perfection	continuously	bombard	















                                                10	Pierce’s	Tortall	Universe	comprises	seventeen	novels	and	several	short	stories	and	Meyer’s	universe	currently	comprises	5	novels,	with	a	2-book	graphic	novel	duology	set	for	release	in	2017,	see	Cavna	(2016).	
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bossy)	become	phenomenons	of	the	body	as	they	structure	how	the	body	is	lived,	that	is,	while	girly	requires	one	set	of	actions	and	laddish	other,	both	are	available	for	reading	on	the	body.		While	the	mid-twentieth	century	may	have	begun	this	shift,	the	twenty-first	century	has	seen	such	a	proliferation	in	commercialism,	along	with	deregulation	and	privatization,11	that	a	neoliberal	choice	biography	is	now	also	in	place.	Rosalind	Gill	(2007)	defines	this	choice	biography	as,12		the	contemporary	injunction	to	render	one’s	life	knowable	and	meaningful	through	a	narrative	of	free	choice	and	autonomy,	however	constrained	one	actually	might	be.	(154)		As	the	body	is	the	site	upon	which	“choices”	are	made	and	made	manifest,	the	choice	biography	not	only	increases	concerns	with	and	of	the	body,	but	does	so	in	such	a	way	that	excesses	of	expectation	are	now	inflicted	freely	and	willingly	by	the	girl	herself,	as	she	“chooses”.	Moreover,	this	choice	biography	defines	the	discursive	shape	of	adolescence:	the	appearance	of	limitless	choice	alongside	an	overwhelming	presence	of	social	and	media	culture	that	subtly,	and	not	so	subtly,	defines	the	“right”	choice.	This	particular	arc	of	the	neoliberal	self	begins	in	the	early	1990s	(slightly	later	than	the	1983	publication	of	Pierce’s	first	Tortall	book),	and	it	is	most	recognisable	in	terms	of	the	Spice	Girls	popularising	of	Girl	Power.	However,	while	Girl	Power—particularly	the	Spice	Girls’	brand	of	“strength	and	courage	and	a	Wonderbra”	(Spiers	1997)—is	perhaps	the	dominant,	popular	narrative	emanating	from	this	period,	it	exists	directly	in	contention	with,	and	perhaps	because	of,	what	Rebecca	Hains	(2012)	terms	“the	girl	crisis”	(1).	A	coalescing	of	various	academic,	political,	commercial,	and	popular	discourses,	the	“girl	crisis”	saw	the	girl	as	a	figure	of	concern.	Even	the	Riot	Grrrls,	the	first	proponents	of	Girl	Power	were—for	their	eschewing	of	conventional	markers	of	femininity	and	commerciality—pathologised	as	girls	in	crisis,	because	of	their	







                                                13	For	examples	in	a	similar	vein,	including	one	earlier	contender	for	first,	see:	Gilligan	(1982)	(re-released	1993)	and	Brown	and	Gilligan	(1992).	14	Regarding	the	cultural	concern,	see	also,	Lesko	(1996),	(2001)	and	(2012),	McRobbie	(2000b),	Giroux	(2003),	and	Gonick	(2006).	
 19	
still	perceived	as	weaker	and	less	athletic	than	boys.15	If	teenaged	girls	and	young	women,	the	persons	adolescent	girls	are	becoming,	were	not	still	at	the	mercy	of	over-sexualisation,	there	would	have	been	no	nude	photo	scandal	in	2014.16	Expressing	sexuality	through	the	personal	sharing	of	sexually	explicit	images	would	just	be	sexuality;	it	would	not	be	deviant.	It	would	not	be	scandal	(see,	also,	McKinney	2014;	Valenti	2014;	Duck	2015).	If	body	image	were	still	not	an	issue,	Lammily®	would	not	have	secured,	through	crowd-sourcing	and	in	less	than	24-hours,	101%	of	its	needed	funding	to	create	a	doll	(also	called	Lammily)	based	on	average,	typical	body	sizes—not	Barbie’s	measurements	(Lamm	2014).17		Goldieblox	would	not	be,	very	successfully,	turning	STEM	subjects	(science,	technology,	engineering	and	maths)	into	toys—problematically	pink	in	colour—specifically	marketed	at	girls,	if	girls	were	not	still	excluded	from	those	subjects.18		



















                                                21	On	the	7th	of	April	2014,	Instagram	listed	more	than	96	million	photographs	tagged	with	#selfie,	by	the	24th	of	July	2015,	the	tag	found	300	million.	Selfies	are	also	shared	on	other	social	media	sites,	like,	Twitter,	Facebook		and	Tumblr.		22	Katie	Warfield	(2014a)	suggests	that	this	two-pronged	description—an	image	of	one’s	self	that	is	taken	with	the	intent	of	being	shared,	most	typically,	through	social	media—is	the	definition	of	a	selfie.		
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	 There	are	two	key	discourses	surrounding	the	selfie,	one	positive	and	the	other	negative.	First,	taking	and	posting	selfies	is	an	empowering	act	of	self-creation	and	one	that	affords	girls	a	space	in	which	to	not	only	bond	through	the	sharing	of	images	of	themselves	but	to	also	support	and	encourage	one	another	through	positively	engaging	one	another’s	photos.	As	an	exemplar	of	neoliberal	narratives	of	choice,	the	selfie	is	empowering	because	the	adolescent	girl	herself	“chooses”	not	just	to	participate	in	the	trend	but	also	which	image	of	herself	will	be	posted.	Thus,	the	posting	of	a	selfie	suggests,	at	the	most	basic,	an	instance	of	personal	pride	(Simmons	2013).	It	is	within	this	frame	that	Katie	Warfield’s	current	work	on	selfies	is	situated	(see,	2014a	and	2014b).	For	Warfield,	selfies	allow	girls	the	opportunity	to	challenge	dominant	scopic	regimes	by	being	in	control	of	their	image;23	while	I	do	not	agree	with	Warfield’s	argument,	she	does	offer	a	sustained	criticism	of	the	negative	discourse	of	selfies.		This,	the	other	discourse	surrounding	the	selfie,	suggests	that	taking	and	posting	selfies	is	harmful	to	girls	(Ryan	2013).24	More	widely,	selfies	limit	the	possibilities	of	being	an	adolescent	girl,	as	opposed	to	expanding	them,	and	it	is	within	this	discourse	of	selfies	that	my	own	reading	sits;	I	believe	selfies	can	only	ever	offer	the	illusion	of	agency	and	control	because	of	their	overwhelming	homogeneity	and	the	sheer	weight	of	that	homogeneity	across	cultural	spheres.	The	majority	of	selfies	feature	an	excruciatingly	repeated	image:	young,	fit	girl	with	long	flowing	hair	and	sultry	(pouty)	expression.	It	is	in	this	taking	into	account	the	image—the	one	produced	and	posted—that	I	feel	Warfield’s	argument	is	lacking,	for	this	image	is	more	a	reflection	of	the	requirements	of	
                                                23	In	some	ways,	this	argument	speaks	to	Kathleen	Sweeney’s	(2008)	call	for	“media	literacy,”	as	Sweeney	calls	for	a	media	literacy	that	is	achieved	through	placing	cameras—video	cameras,	not	the	highly	specific	front-facing	cameras	of	mobile	phones	that	are	used	for	takings	selfies—in	girl’s	hands.	In	doing	so,	Sweeney	suggests	girls	will	be	able	to	see	how	images	are	framed	and	otherwise	manipulated,	thus	breaking	the	illusion	of	perfection.		24	Newspaper	(including	digital	editions)	and	magazine	articles	clearly	demonstrate—while	also,	perhaps,	creating	and	certainly	perpetuating—this	divide.	Rachel	Simmons’	(2013)	“Selfies	are	Good	for	Girls”	represents,	quite	succinctly,	the	positive	side	(selfies	are	empowering	acts	of	agency),	while	Erin	Ryan’s	(2013)	“Selfies	Aren’t	Empowering.	They	are	a	Cry	for	Help”	expresses	the	views	of	the	negative	angle	(selfies	are	narcissistic).		
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beauty	culture	than	any	positive	stand	towards	female	self-empowerment	(see,	also,	Ryan	2013).	The	selfie	that	is	“liked”—the	selfie	that	inspires	positive	comments—is	the	selfie	that	meets	(or	exceeds)	the	standards	of	beauty	culture.		In	this	way,	the	selfie	is	not	about	individual	(re)presentation.	The	taking	and	posting	of	a	selfie	is	not	a	choice;	it	is	an	illusion	of	a	choice.	The	illusion	that	one	has	unconstrained	freedom	to	choose,25	as	while	the	options	may	be	limitless,	the	“right”	choices	are	not.	Moreover,	the	selfie	is	really	about	being	chosen—for	getting	your	choice	right—than	it	is	about	choosing	for	yourself.	Thus,	the	selfie	offers	not	choice,	but	the	illusion	of	choice,	and	it	is	an	illusion	of	choice	that	extends	to	many	of	the	other	choices	“available”	to	adolescent	girls.	The	selfie	also	makes	evident	a	fetishizing	of	the	fit,	able	adolescent	female	body.	Thus,	not	only	has	the	ideal	appearance	coalesced	around	a	very	particular	image,	but	as	we	continue	to	get	older	sooner	and	stay	younger	longer,	the	ideal	is	also	becoming	more	and	more	pervasive,	stretching	to	include	younger	and	older	women	within	its	scope.	In	order	to	(only	ever	temporarily)	placate	this	desire	and	to	remain	an	active	subject	with	popular	and	media	culture,	the	adolescent	girl	must	continually	choose	to	reinvent	herself,	aiming	for	the	ever-changing,	highly	specified	ideal.	There	is	always	work	to	be	done,	and	the	pressure	to	meet	these	exacting	standards,	coupled	with	those	narratives	of	choice,	has	led	to	a	culture	of	perfectionism:	the	adolescent	girl	must	choose	to	do	it	all	perfectly,	whilst	also	looking	perfect.	Finally,	neoliberal	practices	of	the	self	depend	on	the	visibility	of	the	results	of	one’s	choices	because	the	“right”	choices	are	necessary	in	order	for	the	self	to	be	produced	as	active	and	empowered.	With	femininity	(what	it	means	to	be	woman)	existing	on	the	body,	girls	and	women	are	required	within	the	frame	of	the	neoliberal	choice	biography	to	construct	themselves	as	girls	and	women	by	appearing	appropriately	feminine,	by	appearing,	most	pervasively,	“sexy.”	The	selfie	is	the	now	dominant	means	of	proving	one’s	choices.	If,	as	Gill	(2007)	argues,	the	body	is	in	postfeminist	media	culture	the	
                                                25	Hilgers	(2013)	suggests	neoliberalism	has	been	brought	about	by	a	“‘regulated	deregulation’”	(75).	This	notion	goes	some	way	towards	explaining	the	limits	on	free	choice.		
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“window	to	the	individual’s	interior	life,”	the	selfie	is	the	securing	of	that	interior	life,	that	identity,	writ	large	(150).	In	so	being	other	possible	ways	of	knowing	the	body—touch,	for	example—are	excluded	(Grosz	1994),26	and	it	is	this	insistence	that	places	ever	more	weight	on	one’s	appearance	(Bordo	1993).	Yet,	mythopoeic	YA	fantasy—as	is	evident	in	both	Tamora	Pierce’s	and	Marissa	Meyer’s	work—foregrounds	other	such	ways	of	knowing,	an	issue	developed	throughout	but	one	I	especially	turn	to	in	the	Conclusions.			*	*	*		While	I	posit	mythopoeic	YA	fantasy	as	a	counter	or	subcultural	space	to	popular	and	media	culture,	the	relationship	between	the	two	is	not	binary.	Rather,	the	two	discourses—hegemonic	fantasies	of	being	a	girl	and	fantastical	narrations	of	being	a	girl—are	interwoven	and	overlapping.	In	short,	where	popular	and	media	culture	offers	illusions	of	choice,	impossible	ideals	and	silences,	mythopoeic	YA	fantasy—because	it	is	fantasy—offers	bodies	that	express	multiplicity	and	difference,	thereby	offering	frameworks	for	living	and	being	a	body	that	challenge	the	dominant,	hegemonic	fantasy	of	adolescence.	This	reconfiguring	of	the	body	is	essential.	Because	the	body	is	that	by	which	she	is	excluded,	the	body	must	be	mapped	differently	in	order	for	inclusion—of	difference,	change,	and	multiplicity—to	occur.	Thus,	this	thesis	maps	these	frameworks,	speaking	from	the	silenced	position	within,	and	between,	the	binary	oppositions—popular	and	media	culture/mythopoeic	YA	fantasy,	male/female,	mind/body,	human/animal,	human/machine,	abled/disabled—underpinning	this	discursive	construction.	I	do	so	in	order	to	ask:	what	happens	to	the	self,	and	to	its	relationship	with	other	selves,	when	it	is	conceived	of	as	both	embodied	and	non-binary?	







                                                27	Trites	(1996b	and	2000)	makes	a	distinction	between	YA	novels	and,	what	she	calls	the	wider,	adolescent	literature.	The	first	concerns	books	for	adolescents,	specifically	those	marketed	as	being	“for	adolescents.”	These	would	be	the	texts	to	which	she	turns	in	order	to	establish,	through	a	Foucauldian	reading	of	power,	the	characteristics	of	YA	novels.	The	latter,	for	Trites,	is	a	more	general	field	of	literature	that	might	concern	adolescents	without	specifically	being	for	them,	see,	also,	Small	(1992)	and	Olson	(1993).		
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betweenness	or	liminality”	(14).28	In	making	such	an	appeal,	Waller	offers	a	twofold	suggestion.	First,	it	is	time	to	move	beyond	the	defending	of	YAL’s	status	as	a	field	and	towards	a	more	theoretical	and	critical	engagement	with	the	literature.	Second,	this	critical	focus	should	take	into	account	the	liminality	marking	both	the	field	and	the	adolescent	it	hails	(see,	also,	Day,	Green-Barteet,	and	Montz	2014;	Flanagan	2014).	This	thesis	answers	Waller’s	call	by	recognising	and	engaging	the	liminality	of	YAL	and	of	young	adults	themselves	as	crucial.	The	young	adult	person,	or	book,	is	neither	one	(child/’s	book)	nor	the	other	(adult/’s	book).	The	young	adult	is,	rather,	between	the	two,	touching	both	sides	of	the	oppositional	pair.	Thus,	liminality	is	key,	and	in	order	to	begin	this	theorising	of	liminality	as	well	as	a	concomitant	bodily	instability,	this	chapter	explores	the	young	adult—both	in	terms	of	the	generic	label	and	the	adolescent	addressed	by	that	label—aspect	of	mythopoeic	YA	fantasy.29	This	chapter	is,	thus,	a	two-part	reading:	the	literature	and	the	adolescent	hailed	by	the	literature.	Thus,	while	I	demonstrate	across	the	chapter,	the	ways	in	which	this	thesis	engages	and	develops	the	existing	field,	I	begin	by	establishing	the	adolescent	and	the	shape	of	adolescence.	I	begin	here,	rather	than	with	the	literature,	because	without	the	adolescent,	the	literature	could	not	have	come	






                                                30	As	Chapter	Two	discusses,	Rank	([1909]	1959)	makes	this	link	between	the	“motive	forces”	of	adolescence	(as	part	of	the	family	drama)	and	the	hero	journey	(67).		
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brought	the	category	into	existence—heralded	puberty	as	its	initial	maker.31	However,	this	anchoring	of	adolescence—a	discursive	category—within	biological	frameworks	that	are	posited	as	“true”	or	“real”	is	questionable	as	bodily	transformations	are	unreliable.	With	notions	like	“late-bloomer,”	the	beginning	is	fraught	(see,	also,	Roberts	2015),	and	as	it	lacks	a	biological	marker,	adolescence’s	ending	is	even	more	uncertain	(see,	also,	Furedi	2003	and	Wallis	2013).	Still,	refusing	any	other	changes	(psychological	or	social)	that	may	occur	during	this	period,	the	bodily	changes	of	puberty	serve	as	the	defining	marker	of	adolescence,	for	both	males	and	females.	Thus,	the	conventional	understanding	of	adolescence	is	a	discursive	rendering	of	biology-as-truth	in	order	to	secure	that	which	disrupts	the	ordering	of	binary	oppositions;	the	adolescent	does	not	fit	within	either	the	adult	or	child	categories,	so	the	biological	changes	of	puberty	are	offered	as	an	uneasy	explanation	for	the	instability	and	liminality	marking	the	adolescent	as	adolescent.	Waller	(2009)	argues	“biological	determinism	[…]	helps	to	tie	teenagers	to	their	bodies,	gender	roles	and	sexualities	in	conventional	ways”	(32).	In	other	words,	pubertal	changes	mark	the	body	not	just	as	feminine,	that	is	to	say	woman,	but	also	as	heterosexually	feminine.32	Thus,	this	is	not	just	a	rendering	of	biology-as-truth.	It	is	a	rendering	of	biology-as-truth	of	how	the	shape-change	into	an	adult	woman	should	occur	in	order	to	bring	this	hegemonic	fantasy	into	being.	In	one	sense,	this	foreshadows	how	YAL	is	concerned	with	


























                                                35	The	translation	of	Plato’s	Phaedrus	by	Alexander	Nehamas	and	Paul	Woodruff	sees	this	sentiment	as	“not	buried	in	this	thing	we	are	carrying	around	now,	which	we	call	a	body,	locked	in	it	like	an	oyster	in	its	shell”	(Plato	1995,	39).		
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deepened	through	the	Cartesianism	still	underscoring	Western	philosophy	today,	at	least	in	terms	of	the	narratives	of	liberal	humanism	dominating	that	space,	a	humanism	that	is	reflected	in	YAL.	Not	only	does	humanism	place	the	human	in	a	position	of	superiority	to	animals,	the	land,	machines,	effectively	anything	not	“human,”	but	it	also	positions	man-as-mind,	leaving	woman	trapped	within	her	body—that	unruly	and	uncontrollable	thing.	It	is	through	this	embodiment	she	becomes	his	‘Other’.36	In	this	way,	the	othering	of	the	female	body	is	about	control,	about	controlling	that	which	is	construed	as	excessive	and	thus	threatening	to	the	stability	of	the	binary	oppositions	underpinning	this	discourse.	It	is	a	positioning	that	hinges	upon	the	sexed	nature	of	the	body,	in	that,	the	male’s	sexual	member	is	visible,	thus	known,	whereas	the	female’s	is	invisible	and	thus	unknowable	(Freud	[1993]	1973).37		Yet,	despite	this	invisibility,	the	female	body	makes	visible	the	corporeality	of	the	flesh.	It	grows	breasts,	bleeds,	produces	more	bodies,	and	it	is	this	perceived	excessive	fleshiness	that	causes	her	othering,	as	fleshiness	complicates	the	stability	required	of	binary	oppositions.	It	is	not	an	untenable	positioning,	as	Gill	(2007)	suggests	femininity,	that	is	what	it	means	to	be	a	woman,	is	now	aligned	not	just	with	the	body	but	with	its	surface:	appearing	appropriately	woman	means	one	is	woman.38	It	is	this	very	appearing	that	popular	and	media	culture	seeks	to	control	and	contain—especially	in	terms	of	those	bodies,	adolescent	and	pregnant	ones,	for	example,	that	make	being	woman	and	body	particularly	obvious.	The	obviousness	threatens	the	superiority-through-visibility	of	the	phallic,	as	it	depends	upon	the	opposition	of	woman’s	invisible	and	unknowable	sex	for	its	dominance,	an	issue	that	Chapter	Three	directly	engages.			Finally,	the	discursive	construction	of	men	and	women	has,	since	the	Renaissance,	positioned	woman	outside	of	hegemonic	discourse	(Flanagan	































                                                                                                                                     must	also	be	able	to	explain	how	a	subject	might	be	scored	by	relationality	into	uniqueness.	(7)		This	is	YAL.	It	is	unique	precisely	because	of	its	particular	relationship	to	children’s	and	(adult)	literature.	I	address	Battersby’s	work	in	more	detail	throughout.		43	Since	1991,	the	YALSA	has	understood	this	individual	to	be	someone	between	the	ages	of	12	and	18,	a	broad	range	that	certainly	includes	many	kinds	of	changes.	
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	This	reflects	the	ever-increasing	focus	of	YAL	on	the	“issues”	facing	adolescents.	From	sexual	identities	to	friendship	and	dealing	with	loss	or	mental	illness	to	being	“normal,”	YAL	is	a	mercurial	field	of	literature,	ever-evolving	because	of	its	relationship	to	and	with	adolescents.44			Within	this,	there	is	an	underlying	assumption	that	this	literature	performs,	or	at	least	has	the	potential	to	perform,	a	particular	function	in	the	life	of	“real”	adolescents.	As	Cart	(2008)	states,		to	see	oneself	in	the	pages	of	a	young	adult	book	is	to	receive	the	reassurance	that	one	is	not	alone	after	all,	not	other,	not	alien	but,	instead,	a	viable	part	of	a	larger	community	of	beings	who	share	a	common	humanity.	(n.p.)		In	this	way,	the	text	serves	as	a	mirror	for	the	adolescent	(see,	also,	Tatum	2009;	Bodart	2006;	Dail	and	Leonard	2011;	DasGupta	2011).	It	offers	a	way	of	being	in	this	world.	Even	the	most	obviously	“for-pleasure”	novel	is	expected	to	address	in	some	way	the	adolescent’s	needs—be	they	“real”	or	imagined.	In	relation	to	the	development	of	YAL—through	the	lens	of	Francis	Pascal’s	Sweet	Valley	High	series	(1983–2003)—Amy	Pattee	(2010)	extends	this	reading	by	suggesting	that	early	YAL	novels	“adhered	to	a	recognizable	formula	that	perpetuated	dominant	ideologies”	(11).	In	one	sense,	Pattee’s	claim	concerns	the	lack	of	variation	in	early	YAL,	especially	in	terms	of	the	mass-produced,	often	ghost-written,	series.	These	series—Sweet	Valley	High	(1983–2003),	Nancy	Drew	(1930–2003),	the	Hardy	Boys	(1927–2005)—	depend	on	a	repetition	of	conflict	and	resolution	for	their	structure,	often	with	a	“hook,”	a	small	unresolved	subplot	or	the	promise	of	a	new	mystery,	to	keep	readers	reading.45	Moreover,	with	the	conflict	serving	as	anything	deemed	


































                                                49	McCallum	does	problematically	conflate	children’s	and	young	adult	literature,	to	such	an	extent	that	Hill	(2014)	considers	it	a	study	of	children’s	literature,	not	YAL.			
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                                                53	Demonstrating	a	diverse	interest	in	heroes,	Valdimir	Propp	(1958)	offers	a	hero	pattern	through	the	language	of	folktales,	also	worth	noting	that	his	text	was	first	published	in	Russian	in	1928.		
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domination,	these	stories	provide	order	and	are,	more	or	less,	about	the	naturalisation	of	(his)	power;	the	establishing	of	hegemonic	discourse,	in	my	argument.	It	is	understood,	though	often	unstated,	that	superiority,	success	and	power	are	his	to	gain—not	hers	or,	even,	theirs.	Furthermore,	in	requiring	the	hero	to	be	male	and	in	pitting	him	against	monsters,	the	journey	is,	as	Hourihan	argues,	constructed	around	a	“conceptual	centre”	of	binary	oppositions	(for	example,	man/monster,	male/female,	good/evil,	active/passive	and	us/them)	that	speak	to	the	maintenance	of	the	status	quo	and	that	demonstrates	the	expansive	nature	of	the	structure	of	binary	oppositions	underpinning	contemporary	Western	culture’s	understanding	the	world.	(15).	Thus,	and	as	Rank	illustrates,	the	hero’s	journey	is	essentially	about	the	perpetuation	of	patriarchy	(status	quo)	through	the	slaying	of	monsters	and	through	marriage.	Yet,	who	is	the	hero,	the	figure	of	this	journey?		The	figure	of	the	hero	is	a	topic	to	which	Hourihan	(1997)	devotes	an	entire	chapter.	Within	this,	she	discusses	seven	aspects	of	the	hero:	“race”	(58),	“class	and	mastery”	(62),	“gender”	(68),	“age”	(72),	“relationships”	(76),	“rationality”	(88),	and	“action	and	violence”	(96).	As	the	last	three	are	more	concerned	with	his	journey,	it	is	on	the	first	four	that	I	focus.	For	Hourihan,	these	are,	and	I	agree,	the	defining	characteristics	of	the	hero.	Although,	I	suggest	one	more:	bodily	stability.	Bodily	stability	is	a	characteristic	that	not	only	underscores	each	of	Hourihan’s	characteristics,	including	those	more	focused	on	his	journey,	but	it	is	also	an	assumption	that	underscores	all	conceptions	of	the	conventional	hero,	despite	a	lack	of	acknowledgement.		Beginning	by	arguing	that	the	“hero	is	white”	(58),	Hourihan	suggests	not	that	the	hero	is	always,	or	is	traditionally,	white,	but,	rather,	that	he	is	fundamentally	white.		This	whiteness	establishes—in	terms	of	race—not	only	the	hero’s	“normal”	body	colour,	but	it	also	offers	a	kind	of	stability,	at	least	in	terms	of	appearance:	the	hero’s	skin	colour	does	not	change.	He	always	appears	white,	thus,	he	is	white.54	Class	and	mastery	directly	engage	this	whiteness,	by	





                                                                                                                                     1993).	This	white	washing	of	book	covers	also	frequents	YAL	(see,	for	example,	Schutte	2012).	55	Rank	([1909]	1914)	first	suggested	that	the	hero	is	“child	of	distinguished	parents”	(65)	and	it	was	with	Lord	Raglan’s	(1936)	expansion	of	Rank’s	project	(taking	the	“hero”	markers	from	twelve	to	twenty-two)	that	“hero	reputed	to	be	the	son	of	a	god”	entered	the	pattern	at	number	five.	For	a	copy	of	Lord	Raglan’s		“The	Hero	Pattern,”	see,	also,	Raglan	(1934).		
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While	I	agree	with	Proukou’s	argument	that	there	is	a	particular	correlation	between	adolescence	and	the	hero	journey,	I	am	hesitant	to	accept	the	universal	nature	of	the	claim.	For	one,	such	universalising	elides	the	difference	between	male	and	female	adolescence,	not	to	forget	that	adolescence	is	a	discursive	construction,	and,	as	such,	it	is	rendered	within	particular	discursive,	that	is	historical	and	cultural,	spaces	(see,	also,	Lesko	1996).	I	am	concerned,	as	is	Proukou,	with	a	Western	construction	in	which	my	reading	of	myth	is	embedded,	but	I	am	not	concerned	with	that	construction	in	order	to	refuse	other	possible	manifestations.	I	am	concerned	with	the	West	because	of	the	dominant	nature,	thanks	to	globalization	and	Internet	technologies,	of	its	paradigms,	as	well	as	because	Pierce	and	Meyer	are	situated	within	a	Western	tradition,56	though	this	does	not	foreclose	the	possibility	of	non-Western	engagements	of	this	topic.	Rather,	I	open	a	space	through	which	such	could	be	studied.	Finally,	this	“youthfulness,”	or	adolescence,	also	speaks	to	the	ideal	body	of	the	West’s	popular	and	media	culture:	the	ideal	body	of	that	space	is	also	adolescent,	that	is	to	say,	youthful—not	to	mention,	male.		While	bodily	stability	underscores	each	of	Hourihan’s	markers	of	the	heroic	figure,	it	is	a	characteristic	that	she	does	not	explicitly	engage—as	is	the	case	for	most	critics.	The	closest	is	her	argument	that	“the	hero’s	masculinity	is	his	assertion	of	control	over	himself,	his	environment,	his	world”	(69),	a	reading	that	echoes	the	hegemonic	expectations	of	the	adolescent	girl	in	popular	and	media	culture.	This	stability	is	pervasive,	and	I	believe	that	bodily	stability	is	not	only	a	characteristic	of	the	hero	but	that	it	is	also,	at	once,	the	most	required	while	also	the	least	discussed—because	of	its	ubiquity.	The	hero	is	bodily	wholeness,	and	this,	coupled	with	how	all	other	characteristics	describe	that	wholeness,	means	it	need	not	be	discussed.	Yet,	it	is	the	very	absence	of	discussion	that	perpetuates	both	the	conceptual	centre	of	binary	oppositions	(that	refuse	the	adolescent	girl)	as	well	as	the	limiting	dependence	on	bodily	wholeness	and	stability,	as	a	symptom	of	that	conceptual	centre.	Within	this	frame,	the	adolescent	girl	cannot	be	hero,	despite	adolescence’s	tie	to	the	hero	



















                                                59	It	is	also	in	the	names	of	the	characters,	as	made	evident	by	the	two	films:	while	Lady	Tremaine,	for	example,	is	named	in	the	1950	animated	film,	where	she	runs	less	risk	of	becoming	a	“real”	person,	in	the	2015	live-action	remake,	she	is	merely	Stepmother,	her	function.	Names,	in	fairy	tales	and	live-action	remakes,	have	a	strong	tendency	to	match	a	character’s	role	or	function—Prince	Charming,	Grand	Duke,	Coachman.		
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The	mouse,	Gus,	for	example,	does	not	get	a	dress	because	he	is	a	he—and	“that	does	make	a	difference,”	as	Cinderella	intones.60	In	this	space,	dresses	contribute	to	one’s	feminine	identity,	an	identity	that	presupposes	femaleness	as	Gus—because	he	is	a	boy	mouse—cannot	wear	a	dress,	marking	him	as	not	female.	At	the	other	end	of	the	spectrum,	Cinderella’s	ball	gown	marks	her	as	appropriately	feminine	(and	thus	female),	in	that,	not	only	is	she	female	and	thus	able	to	wear	dresses	(a	certain	basic	level	of	femaleness/femininity),	but	she	is	also	able	to	wear	ball	gowns,	a	very	specific	kind	of	dress	marking	a	very	specific	(heightened	and	ideal)	femininity.	In	other	words,	dresses,	as	they	are	articulated	within	Disney’s	Cinderella	narrative,	establish	a	hierarchical	rendering	of	femininity:	while	most	dresses	(the	one	Gus	cannot	wear	and	the	“rags”	Cinderella	wears	for	working)	simply	mark	someone	as	female	or	not,	Cinderella’s	ball	gown	represents	the	epitome	of	femininity.	The	ball	gown	transforms	her	into	an	“eligible	maiden,”	yet	underscoring	this	physical	appearance	is	a	narrative	of	feminine	work	(chores)	that	must	also	be	accomplished	before	Cinderella	may	go	to	the	ball.			This	reading	hinges	on	the	purpose	of	the	ball:	“arranging	the	conditions”	for	a	“boy	to	meet	a	girl,”	conditions	that	imply	a	reading	of	class,	in	that,	while	as	the	daughter	of	a	nobleman	Cinderella	is	intrinsically	an	“eligible	maiden,”	her	social	positioning	at	the	time	of	the	ball	makes	her	ineligible.	In	other	words,	while	the	king’s	missive	may	insist	that	“every	eligible	maiden”	attend,	it	takes	Lady	Tremaine	to	clarify	the	eligible:	Cinderella’s	chores	must	be	completed	(appropriate	feminine	work)	and	she	(like	all	other	girls)	must	find	something	“suitable”	to	wear	(appropriate	appearance).	Placed	into	a	position	of	inferiority,	in	terms	of	class,	by	Lady	Tremaine,	the	hard	work	that	Cinderella	must	do	is	how	the	pauper	becomes	princess.	I	believe	this	work	also	metaphorically	relates	to	the	beauty-work	that	women	must	undertake	in	order	to	appease	the	“beauty	myth,”	or	standard	of	feminine	appearance	dominating	their	discursive	situation	(Woolf	1991,	6).	In	other	words,	the	chores	Cinderella	
                                                60	Gus	is	also	quite	rotund;	as	such,	he	does	not	meet	expectations	of	female	(or	feminine)	appearance	on	two	levels:	he	is	male	and	he	is	overweight.	Many	thanks	to	Catherine	Charlwood	for	reminding	me	of	this	second	connection.				
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must	complete	metaphorically	represent	“beauty	work,”	plausible	as	part	of	Cinderella’s	“work”	is	finding	something	“suitable”	to	wear.	In	this	sense,	Disney’s	Cinderella	is	a	narrative	that	recapitulates	the	binary	opposition	between	men	and	women	residing	at	the	heart	of	fairy	tales,	and	in	the	case	of	Cinderella	and	Parson’s	“romance	ideology”	(2005,	135),	it	is	an	opposition	that	sees	woman	as	a	Bride-to-Be-Had.	She	is,	after	all,	the	“maid	predestined	to	be	his	bride,”	according	to	the	Grand	Duke’s	“pretty	plot”	that	is,	in	fact,	the	plot	of	the	film.	In	other	words,	Cinderella	charts	not	just	the	successful	transference	of	the	girl	from	her	parental	home	to	that	of	her	husband	but	also	the	successful	transformation	of	child	into	woman.61	Cinderella’s	narrative	is	the	hegemonic	hero	story	for	females.		Significantly,	the	fairytale	does	this	while	having	Cinderella—who	in	the	animated	Disney	version	is	depicted	as	having	strawberry	blond	hair,	piercingly	blue	eyes,	and	a	tiny	waist—maintain	an	always	beautiful	appearance,	even	if	it	requires	the	assistance	of	animals	and	Fairy	Godmother.	However,	this	beauty,	as	a	symbolic	indicator	of	a	girls’	worthiness	(for	marriage)	is	not	limited	to	the	Disney	narrative.	It	also	serves	an	important	function	within	traditional	European	fairy	tales,	as	Maria	Tatar’s	commentary	for	“Ashfeathers,”	one	of	the	recently-recovered	tales	collected	by	Franz	Xaver	Von	Schönwerth	(2015)	and	another	version	of	the	510a	story,	suggests.62	Here,	Tatar	notes,	“[Ashfeather’s	suitor]	does	not	seem	to	need	her	consent.	He	falls	in	love,	woos	her,	and	whisks	her	off	to	his	castle,	without	a	word	from	her.	Consent	is	coded	through	the	display	of	beauty	she	puts	on	in	church	[which,	in	this	version,	she	attends	instead	of	a	ball]”	(Schönwerth	2015,	222).	In	other	words,	Cinderella/Ashfeather’s	beauty—coded	through	cleanliness	and	fine	clothes	(in	contrast	to	her	normally	ash/cinder-covered	appearance	and	rags)—supersedes	the	necessity	of	words.	In	this	way,	beauty	clearly	speaks	across	“Cinderella”	narratives,	tales	included	within	the	Aarne-Thompson	510a	classification.	
















                                                64	Briefly,	ComicCon	is	the	now	massive	conference/festival	covering	all	things	science	fiction,	fantasy	and	otherwise	“geeky.”			
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Cinder	furrowed	her	brow.	‘A	revolutionary,’	she	repeated.	She	liked	that	a	lot	better	than	princess.	(2014a,	549,	emphasis	original)		Thus,	while	the	hero—or	“shero”—may	take	a	different	shape	or	earn	their	title	fighting	“bullies,”	he	or	she	is	still	a	“hero”	as	long	as	actions	merit	the	title:	“She’s	[Alanna]	a	hero.	She’s	proved	it	over	and	over”	(Pierce	[1999]	2004,	165).	All	one	has	to	do,	as	Throne	suggests	to	Cress	(Rapunzel),	is	“be	heroic”	(Meyer	2015c,	606).			Yet,	heroes	to	sheroes	is	not	an	easy	transition	to	make,	and	even	Pierce’s	work,	for	all	that	it	does	for	expanding	the	notion	of	the	hero,	is	not	without	flaw.	For	example,	the	Song	of	the	Lioness	quartet	(1983–1988)	evokes	a	superficial	conversation	with	myth:	Alanna	is	simply	shoved	into	the	role	of	a	male/masculine	hero	(Flanagan	2008),	and	this	quartet	essentially	replicates	Campbell’s	hero’s	journey.	Alanna	“ventures	forth”	in	order	to	become	a	knight,	disguising	herself	as	a	boy	([1949]	1973,	35).	She	encounters	many	“fabulous	forces”	(35),	including	malevolent	spirits	in	the	“Ysandir”	(1984,	40),	a	human	villain	in	Roger,	and	a	mythical	foe	in	the	“God	of	the	Roof”	(1988,	175).	With	each,	she	is	victorious,	and	for	so	being,	she	is	blessed	and	granted	a	boon	by	the	Goddess,	“‘wear	my	token,	and	be	brave’	(1984,	18).”65	Alanna’s	final	victory,	within	the	separation-initiation-return	framework,	occurs	with	Chitral	(the	“God	of	the	Roof”	(175))	with	whom	she	battles	to	win	his	Dominion	Jewel.	When	in	the	hands	of	natural	leader,	this	Jewel	grants	fabulous	power,	for	good	or	evil.	Upon	returning	home	to	Tortall,	Alanna	gifts	the	Dominion	Jewel	to	King	Jonathan	of	Conté	(her	former	fellow	page,	knight	master,	and	lover).	At	a	time	of	great	peril,	Jon	uses	it	to	save	the	kingdom,	while	Alanna	is	busy	battling	Roger	who,	in	turn,	is	attempting	regicide.	On	the	surface,	Alanna’s	narrative	is	a	straightforward	replication	of	the	monomyth,	particularly,	in	that	she	cross-dresses	in	order	to	participate	in	the	male	world	of	knighthood.	While	Alanna’s	femaleness	does	assert	itself	through	a	changing	body	and	menarche	and	she	is	narrated	as	eventually	coming	to	terms	with	being	female,	this	quartet	is	superficially	more	about	replication	than	are	Pierce’s	subsequent	offerings.	



















                                                67	While	the	Gift	is	not	quite	inconsistently	capitalised	within	Pierce’s	Tortall	universe,	there	does	seem	to	have	been	a	shift	towards	capitalisation	in	more	recent	texts.	I	adopt	the	capitalised	version,	for	clarity.				68	I	refer	to	those	Gifted	(in	the	all-purpose	sense)	within	Pierce’s	Tortall	universe	as	mage.	It	is	one	of	the	titles	used	within	the	texts	(see,	especially,	1995),	though	“witch”	(13),	“sorcerer”	(13)	and	the	distinction	Gifted/UnGifted	are	also	employed.		
 94	
Wildmage”	(2000,	17),69	because	she	is	bonded	to	all	the	“beasts.”	While	I	explore	this	wild	magic	through	readings	of	Daine’s	shape-shifting	throughout	(her	shape-shifting	depends	on	the	wild	magic),	it	is	here	sufficient	to	say	that	this	is	the	unofficial,	and	often	ignored,	magic	within	Tortall.	There	is,	in	other	words,	a	binary	distinction	between	the	Gift	(sanctioned	and	of	discourse)	and	wild	magic	(unsanctioned	and	of	the	body).	Raka	magic,	another	othered	magic	within	the	Tortall	universe	serves	as	an	excellent	example,	especially,	as	raka	magic	offers	an	illustration	of	magic	that	is	not	just	othered	but	that—in	that	othering—becomes	a	magic	between	the	poles	of	opposition	(Gifted/wild	magic),	while	also	continuing	to	develop	the	wider	Tortall	universe,	the	Secondary	World.70		Once	the	Kyprish	Isles	and	held	by	native,	brown-skinned	raka	queens,	the	Copper	Isles	were	conquered	in	the	years	between	174	H.E.	and	181	H.E.,71	when	“the	first	Rittevon	king	was	crowned	as	ruler	of	the	newly	renamed	Copper	Isles”	([2003]	2005,	3).	From	that	time	until,	when,	“in	the	winter	of	462-463	H.E.,	the	brown-skinned	raka	people	and	their	many	allies,	part-bloods	and	white-skinned	luarin,	prepared	for	revolution	against	the	luarin	ruling	house,	the	Rittevons”	([2004]	2005,	1).	While	the	deeply	complex	issues	of	race	are	outside	of	the	scope	of	this	thesis,	race—in	that	the	“hero	is	white,”	as	Hourihan	(1997,	58)	suggests—is	present	here	in	the	difference	between	the	ruling	Rittevons	(white-skinned,	luarin)	and	the	conquered	raka	queens	(brown-skinned).	Incidentally,	the	terms	“luarin”	and	“raka”	are	not	capitalised	because	they	denote	a	person’s	race	(white	and	“brown-skinned,”	respectively)	not	a	nationality.	This	situating	is	necessary	because	it	explains	how,	in	the	





                                                72	Early	on,	Daine	learns	to	meditate	as	a	part	of	her	magical	training.		Numair	also	teaches	her	mammalian	anatomy.	Both	of	these	activities	are	to	teach	her	control	over	her	mind	and	body,	and	thus	her	power.	Moreover,	while	her	magic	is	unpredictable,	the	strength	and	organisation	of	her	mind	give	her	control	over	her	magic.	See,	Pierce	(1992).		
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	 It	was	believed	that	their	queen	ruled	through	mind	control	and	that	her	thaumaturges	were	almost	as	strong	as	she	was.	That	they	could	manipulate	people’s	thoughts	and	emotions.	That	the	could	even	control	people	bodies	if	they	chose,	like	puppets	on	strings.	(2013,	301)		The	Lunar	ability	to	manipulate	bioelectricity	is	about	control;	here,	in	the	guise	of	law	enforcement	but	also	in	terms	of	the	glamour,	as	constructing	a	glamour—most	often	rendered	as	a	more	beautiful	appearance—is	how	a	Lunar	controls	how	she	(or	he)	is	seen.	In	this	way,	the	Lunar	ability	directly	engages	the	ideals	of	popular	and	media	culture	while	also	offering	the	potentiality	of	their	undoing,	when	illustrating	the	disconnect	between	the	glamoured	appearance	and	the	physical,	material	body.		 Briefly,	there	is	also	a	second	“magic”	within	Meyer’s	Lunar	Chronicles,	the	magic	of	futuristic	technology.	To	those	of	a	perspective	aligned	with	contemporary	Western	consensus	reality,	androids,	cyborgs,	and	hovercrafts	do	not	yet	exist,	or	do	not	yet	exist	to	extent	they	do	in	Meyer’s	futuristic	rendering	of	the	world.73	Thus,	this	technology	functions	like	magic,	a	claim	supported	by	my	above	reading	of	Yep’s	(1978)	“series	of	transformations”	(para.10).	Moreover,	in	their	execution,	magic	and	science	are	not	so	far	removed,	as	MacRae	(1998)	suggests	with	her	notion	that	“magic	works	as	meticulously	as	science”	(33).	I	suggest	the	inverse	is	also	true;	in	a	(futuristic)	Secondary	World,	science	works	as	wondrously	as	magic.		 	Finally,	the	form	of	magic	occurring	in	a	Secondary	World	also	speaks	to	the	shape	of	that	world.	The	Lunar	ability,	depicted	as	scientific	and	genetic,	could	not	logically	occur	in	Pierce’s	pseudo-medieval	universe,	just	as	spells,	sorcery,	and	wild	magic	(that	is	specifically	linked	to	nature)	could	not	logically	occur	in	Meyer’s	futuristic	re-envisioning	of	the	world.	Yet,	these	specific	magics	do	logically	occur	within	their	respective	worlds,	setting	the	tone	of	the	fantastic	bodies	and	selves	available	within	that	space	as	well	as	contributing	to	








































































































                                                83	Flanagan	(2008)	notes	“this	intro	frames	Alanna’s	decision	to	cross-dress	as	a	response	to	her	dissatisfaction	with	traditional	femininity	and	desire	to	escape	it	by	assuming	a	masculine	identity	as	a	royal	page”	(68).		
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body	is,	perhaps,	not	so	much	erased	as	her	sexed	body	is	elided,	and	while	it	is	an	elision	that	adolescence	disrupts—as	Alanna’s	body	demonstrates	through	becoming	a	“real	girl”—it	is	also	the	possibility	of	becoming	a	“real	girl”	that	makes	Alanna’s	cross-dressing	possible	(2000,	125).	Thus,	while	these	statuses	“boy”	and	“girl”	are	precarious,	it	is	also	precisely	because	Alanna	is	a	girl	that	she	may	cross-dress.	If	she	were	not,	it	would	not	be	cross-dressing;	it	would	just	be	wearing	Thom’s	clothes.	It	takes,	in	other	words,	both	the	foundation	of	similarity	and	this	(future)	difference	to	make	Alanna’s	cross-dressing	possible.		This	distinction	between	girl-child	(who	is	both	girl	and	not	girl)	and	a	“real	girl”	is	not	an	isolated	distinction	within	Pierce’s	work	(2000,	125).	In	Pierce’s	later	Protector	of	the	Small	quartet,84	Kel—also	training	to	become	a	knight,	though	not	disguised	as	a	boy—becomes	this	girl	that	Alanna	will,	eventually,	become:			When	she	straightened,	she	was	startled	to	see	his	eyes	bulge.	‘Mithros’s	spear,	Kel!’	he	[Owen]	exclaimed.	‘When	did	you	turn	into	a	real	girl?’							‘You	said	she	was	a	girl	already,’	muttered	one	of	his	cousins—was	it	Iden	or	Warric?	Kel	hadn’t	gotten	them	straight.						 	 		‘But	not	a	girl-girl,	with	a	chest	and	all!’	protested	Owen.	(2000,	125–126)		Prior	to	the	growth	of	this	“chest,”	Kel	was	not	a	“girl-girl,”	as	Freud’s	argument	suggests	and	as	Owen’s	comments	make	clear.	Thus,	there	is	a	distinction	within	these	texts	between	the	girl-child,	who	can	look	like	her	brother,	and	this	“real	girl”	or	“girl-girl.”	There	are	two	issues	worth	drawing	out	from	this	construction;	first,	this	not	being	a	girl	until	the	“chest”	develops	speaks	to	the	erasure	of	woman’s	sexual	history	prior	to	adulthood	(see,	also,	Rose	1984).	Thus,	while	Alanna	and	Thom’s	relationship	as	twins	complicates	the	issue	by	offering	the	suggestion	that,	in	some	ways,	Alanna	merely	dissolves	into	Thom,85	the	ambiguity	of	girl,	












                                                86	Alanna’s	particular	strength	at	healing,	which	is	typically	aligned	with	the	feminine	is	excluded.	
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hegemonic	masculinity.	As	Coram,	once	he	has	been	included	within	the	deception,	muses:		Alanna	was	much	quicker	than	her	brother.	She	rarely	tired,	even	hiking	over	rough	country.	She	had	a	feel	for	the	fighting	arts,	and	that	was	something	that	could	never	be	learned.	She	was	also	as	stubborn	as	a	mule.	(1983,	15)		Alanna	has	what	it	takes—quickness,	stamina,	a	feel	for	the	fighting	arts,	and	stubbornness—in	order	to	become	a	knight	and	a	boy.	Crucially,	Alanna	possesses	the	skills	required	to	become	a	knight—coded	as	masculine	by	both	the	text	and	the	hero	paradigm,	which	this	quartet	follows—and	her	brother	does	not.	Victoria	Flanagan	(2008)	suggests	that	this	is	typical	of	cross-dressing	in	children’s	literature	as	the	absence	of	strong	male	and	masculine	characters	allows	the	girl	to	carve	her	“own	gender	niche”	(104).	As	examples,	Flanagan	cites	Thom’s	inability	to	fight	as	well	as	the	frailty	of	Mulan’s	father	in	Walt	Disney’s	Mulan	(Bancroft	1998).87			 The	male	characters	within	these	narratives	rarely	fulfill	the	conventional	expectations	of	masculinity,	and	it	is	in	the	context	of	these	failed	personifications	of	traditional	masculinity	that	the	cross-dressing	protagonist	is	able	to	carve	her/his	own	gender	niche,	which	falls	outside	the	socially	condoned	categorizations	of	‘masculinity’	and	‘femininity.’	(104)		This	notion	that	Alanna	carves	her	“own	gender	niche”	is	integral	both	here	and	to	the	overall	argument	of	this	thesis:	through	cross-dressing,	shape-shifting,	bleeding	and	being	cyborg,	these	mythopoeic	YA	fantasy	texts	offer	alternative	frameworks	of	living	and	being	a	body.	Moreover,	Chapter	Four	specifically	reads	how	Alanna	constructs	her	own	“gender	niche”	through	a	hero’s	journey	that	takes	the	body,	particularly	the	bleeding	of	menstruation,	into	account.	Here,	Flanagan’s	position	fails	to	take	into	account	that	it	is	precisely	because	Alanna	is	a	girl	that	she	must	possess	these	skills,	as	they	not	only	contribute	to	her	cross-dressed	persona,	but	they	also	contribute	to	how	the	text	constructs	














                                                89	For	a	social	history	of	glamour	in	the	West,	see	Dyhouse	(2010).		
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femininity.	The	Lunar	glamour	is	power,	and	it	is	power	that	often	produces	Cochrane’s	(2014)	“heightened	fantasy	femininity.”	The	glamour	offers	femininity	as	illusion,	as	powerful	and	persuasive	but	as	illusion.	With	the	glamour	not	only	is	there	no	depth—femininity	is	only	performance—but	there	is	also	a	profound	rift	between	the	glamour	and	the	body’s	materiality,	what	the	text	posits	as	a	kind	of	“truth,”	and	what	I	refer	to	as	materiality.			 Within	The	Lunar	Chronicles,	the	glamour	is	not	the	only	means	by	which	the	body	is	superficially	altered,	as	clothing	also	plays	a	pivotal	role.	Within	the	first	three	texts,	narration	presents	Cinder	as	preoccupied	with	hiding	her	cybernetic	parts.			 She	covered	her	steel	hand	first,	and	though	her	right	palm	began	to	sweat	immediately	inside	the	thick	material,	she	felt	more	comfortable	with	the	gloves	on,	hiding	the	plating	of	her	left	hand.	(2012,	5)		While	the	narration	is	telling	in	itself,	these	“thick”	gloves,	one	of	which	is	“hiding	the	plating	of	her	left	hand,”	are	in	direct	contrast	with	the	“silk	gloves”	Cinder	later	wears	in	order	to	attend	the	ball	(2012,	324).	Where	those	“felt	too	fine,	too	delicate,	too	flimsy”	(324),	the	“thick”	gloves	cause	Cinder’s	“right	palm”	to	“sweat”	(5).	In	this	way,	while	the	hiding—or	revealing—of	Cinder’s	cybernetic	parts	is	obviously	at	stake	in	relation	to	these	pairs	of	gloves,	the	gloves	also	speak	to	what	it	means	to	be	(human)	female	within	this	world.			 The	“silk	gloves,”	gifted	to	Cinder	by	Prince	Kai	and	ostensibly	for	her	to	wear	at	the	ball	(2012,	324),	mark	(human)	femininity	within	this	world.	Not	only	are	the	gloves	“pure	silk	and	shining	sliver-white”	as	well	as	“the	finest	pair”	Cinder	“could	have	imagined,”	they	are	also	“fit	for	a	princess”	(299),	a	certain	kind	of	heteronormative	femininity	as	I	discussed	in	relation	to	Disney’s	Cinderella.	The	silk	gloves	also	speak	to	the	“real	girl”	that	Kel	became	through	the	development	of	breasts	(2000,	125),	a	becoming	that	was	made	evident	because	of	the	“lighter	shirts,”	that	while	“still	cotton	[…]	draped	like	silk	(126),	revealing	her	“chest	and	all”	(126).	In	draping	“like	silk,”	the	“lighter	shirts”	expose	Kel’s	bodily	femininity	(its	femaleness);	the	“palace	wear”	(her	training	clothes)	obscured	it.	The	silk	gloves	mark	femininity;	the	“thick”	gloves	hide	“plate	metal.”	
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The	“plate	metal”	is	integral.	Not	only	is	it	that	which	is	not	feminine,	but	it	is	also	that	which	is	not	human.			Then	the	prince	reached	for	her	hand—her	cyborg	hand.	Cinder	tensed,	terrified	that	he	would	feel	the	hard	metal,	even	through	the	gloves	[…].		She	mentally	urged	the	robotic	limb	to	go	soft,	to	be	pliant,	to	be	human.	(163)		In	other	words,	because	she	wears	thick	gloves,	Cinder	is	not	only	not	feminine—at	least,	not	the	heteronormative	feminine	marked	by	the	silk	gloves—she	is	also	not	entirely	human.	Thus,	while	there	are	two	kinds	of	hiding	occurring	here—the	covering	with	a	glove	and	the	mental	urging	of	softness,	pliability	and	humanness,	both	speak	to	a	preoccupation	with	keeping	the	cybernetic	body,	a	body	that	is	not	only	machine	but	also	not	feminine,	hidden,	with	not	letting	it	reveal	itself.90	In	this	way,	the	narration	also	situates	itself	within	the	discourses	of	popular	and	media	culture.	Cinder	could	be	any	adolescent	girl	hiding	braces,	a	prosthesis,	or	any	other	“thing”	deemed	inappropriate	to	the	appropriate—thin,	fit,	whole—appearance.			 Yet,	this	is	mythopoeic	YA	fantasy,	and	as	such,	while	the	text	may	demonstrate	the	position	of	popular	and	media	culture—that	things,	spots,	braces,	scars	not	meeting	the	ideals	of	appearance	must	be	hidden—it	also	offers	alternatives;	it	“progresses”	to	new	positions.			 Cinder	peeled	off	her	work	gloves	and	shoved	them	into	her	back	pocket.	There	was	still	a	tinge	of	panic	at	the	action—her	brain	reminding	her,	out	of	habit,	that	she	wasn’t	supposed	to	remove	the	gloves	in	front	of	anyone,	especially	Kai—but	she	ignored	it.	Kai	didn’t	blink	at	the	unveiling	of	her	cyborg	hand,	like	he	didn’t	even	notice	it	anymore.	(2015c,	92)		














                                                91	On	the	15th	of	January	2015,	Meyer	(@marissa_meyer)	responded	to	a	question	I	posed	on	Twitter	asking	if	Cinder	has	periods:	“@Le_phill	Yep.	But	they	hardly	seem	to	slow	her	down!”	(Meyer	2015b).		
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	 In	a	sense,	this	is	similar	to	Alanna/Thom’s	complicating	of	representational	economies;	although,	where	that	reading	complicated	this	economy	by	splitting	one	self	into	two	bodies,	narrations	of	pregnancy	show	two	(or	more)	bodies	within	one	body.	It	also	further	complicates	representational	economies	through	a	two-part	ambiguity	regarding	what	the	pregnant	body	represents	and	how	it	does	so.	First,	the	bump	allows	misreading.	Through	sight	alone—especially	in	the	early	stages	of	pregnancy—it	is	difficult	(if	not	impossible)	to	ascertain	if	a	woman	is	pregnant,	or	not.	Second,	the	body,	even	if	it	“clearly”	announces	pregnancy,	masks	that	which	it	reveals	as,	until	birth,	the	detail	of	what	is	within	is	not	available—unless	medical	imaging	devices	are	employed,	although	in	contemporary	Western	culture	even	those	only	reveal—or	create—so	much.	In	this	way,	pregnancy	also	exudes	an	air	of	the	magical,	linking	this	mundane	(as	in	occurring	with	consensus	reality)	bodily	transformation	to	magical	shape-shifting.		At	the	start	of	her	series,	Aly	is	captured	(while	sailing	from	her	home	to	Port	Legann,	a	nearby	fief)	by	a	“clutch	of	pirate	ships”	raiding	the	Tortallan	coastline	([2003]	2005,	23).	Sold	into	slavery	in	the	neighbouring	Copper	Isles,	Aly	meets,	marries,	and	“mate[s]”	Nawat	Crow,	a	“crow-turned”	man	([2004]	2005,	342).92	According	to	the	mythology	of	this	world,	all	crows	have	the	ability	to	become	human,	temporarily	or	permanently,	at	their	discretion:	“in	the	Copper	Isles,	a	tale	is	told	of	crow	who	fell	in	love	with	a	mortal	woman	and	changed	to	human	shape,	as	all	crows	can	change,	for	her”	(2011b,	75).	Sacred	to	the	trickster	god	Kyprioth	(as	explanation	for	their	antics),	shape-shifting	is	a	part	a	crow’s	arsenal	off	“tricks”	(see,	for	example	[2003]	2005,	135).	In	the	Daughter	of	the	Lioness	duology,	the	crows	temporarily	take	on	human	form	in	order	to	aid	the	raka	(indigenous	peoples	of	the	Copper	Isles)	as	they	overthrow	their	luarin	conquerors.	Moreover,	the	raka	and	the	crows	see	themselves	as	“cousins”	([2003]	2005,	287),	so	while	Nawat	contributes	to	this	complicating	of	self-through-appearance	in	that	he	is	crow	turned	man	who,	once	man,	“can	be	a	crow	at	need”	([2004]	2005,	344),	his	unique	existence	also	makes	Aly’s	pregnancy	interesting.		




































































































































































































































                                                120	Daine’s	shape-shifting—especially,	the	narrations	of	her	pregnancies—also	has	the	distinct	advantage	of	offering	a	model	of	self	that	is	“impregnated	with	otherness”	and	that	demonstrates	how	“other	selves	are	generated	from	within	the	embodied	self”	(18),	a	model	that	Battersby	(1998)	argues	is	lacking.		
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In	a	provocative	narration,	Onau,	Daine’s	friend	and	employer,	makes	this	relationship	clear.		The	older	woman	sighed.	‘We	share	this	world,	Diane.	We	can’t	hold	apart	from	each	other—humans	and	animals	are	meant	to	be	partners.	Aren’t	we,	Tahoi?’	The	dog	wagged	his	tail.	He	knows.	He	saved	my	life,	when	my	husband	left	me	to	die.	I’ve	saved	his	life	since.	He	can’t	cook	or	sing,	and	I	can’t	chase	rabbits,	but	we’re	partners	all	the	same.	(266–267)		When	she	shape-shifts,	Daine	literally	embodies	this	bond	humans	and	animals	already	share	because	“we	share	this	world.”	Modelling	a	relationship	of	self	that	takes	into	account	the	interdependency	between	not	just	generations—this	is	a	conversation	between	Daine	and	“the	older	woman,”	also	an	issue	at	play	in	the	conversations	between	Alanna	and	Mistress	Cooper	as	well	as	Kel	and	her	maid—but	also	humans	and	animals,	this	narration	is	striking	in	its	espousing	not	just	relationship	but	a	relationship	between	a	woman	and	her	dog	(see,	also,	Haraway	2003).121		This	notion	of	companionship	is	one	that	Daine’s	quartet	offers	in	many	forms:	Daine	is	“Hoof-sister,”	or	“hoof-kin,”	with	horses	([1994]	1999,	308);	she	is	“night-sister”	to	an	owl	(1992,	134),	as	she	is	“wing-sister”	to	a	dragon	(260).	These	relationships	suggest	kinship,	an	important	web	of	relations,	often	between	blood	relatives	but	also	including	those	who	have	entered	a	family	group	through	marriage.122	In	Daine’s	case,	her	wild	magic	links	her	to	these	animals,	producing	a	relationship	of	kin.	Metaphorically,	her	magic	is	the	blood	of	a	“blood	relation,”	speaking	back	to	my	concern	with	menstruation	as	the	blood	of	life	in	Chapter	Four	as	well	as	to	my	concern	with	connection	in	these	Conclusions.		Poignantly,	Daine	is	also	“Pack-sister”	(28),	and	this	“Pack”	is	linked	to	a	








                                                123	Outside	of	present	scope,	this	series	also	speaks	to	the	diversity	that	is	often	missing	in	YA	and	children’s	literature.	The	children	are	a	“pack,”	but	they	are	different:	in	terms	of	class	(Sandry	is	a	noble,	Tris	a	merchant,	Briar	an	orphan	and	pickpocket,	and	Daja	a	Trader),	race	(Daja	is	black),	sex	(Sandry,	Tris	and	Daja	are	female	and	Briar	is	male)	and	even	sexual	orientation	(Daja	is	gay).	Here,	their	differences	make	them	stronger.		
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n.p).	The	squad,	in	this	light,	becomes	a	means	of	refocusing	public	opinion	and	increasing	Swift’s	stardom;	her	individuality,	despite	the	squad.		On	a	more	ordinary	level,	#squadgoals	are	competition	incarnate:	the	ambitions	of	a	particular	group	of	friends	to	dress	in	a	certain	style	(often	that	of	a	particular	celebrity),	to	take	fantastic	group	selfies,	or	to	reach	some	shared	fitness	target.	The	hegemonic	nature	of	the	goals	and	their	overwhelming	tendency	to	focus	on	appearance	illustrates	the	problem	with	mainstream,	hegemonic	renderings	of	the	Pack.	It	is	for	this	reason	that	the	American	high	school	student	Laurie	Lopez	(2016)	calls	for	the	ending	of	the	squad	in	a	recent	article	for	Clover,	Lena	Dunham’s	newsletter	aimed	at	adolescent	and	teenage	girls.	Lopez’s	reasons	for	disliking	squads	is	because	the	squad,	as	figured	in	American	high	schools,	often	becomes	a	clique—the	hegemonic	model	of	the	relation	that	focuses	on	exclusivity,	individuality	and	competition.	Pierce’s	Tortall	books,	however,	offer	alternatives,	and	they	do	so	because	they	are	outside	of	the	mainstream	of	popular	and	media	culture.	For	these	texts,	“the	Pack”	means	kinship,	support	and	relation:	“‘You’re	my	pack,	aren’t	you?	I’ll	do	my	best.	I	can’t	promise	they’ll	listen	to	me,	but	I’ll	try’	([1994]	1999,	14),”	and	“It’s	so	lonely	outside	the	pack”	(1992,	161,	ellipses	original).	While	Maerad’s	ability	differs	from	Daine’s,	the	idea	of	“Pack”	offered	by	her	“being	wolf”	is	similar	to	that	constructed	by	Daine’s	texts:	Maerad	“can	
share	our	kill	and	drink	our	water,	he	said.	We	will	give	her	the	protection	of	the	
pack”	(Croggon	[2004]	2005,	435	emphasis	original).	Here,	the	pack	is	about	“shar[ing]”	and	“protection.”	For	Daine,	this	community	is	demonstrated	in	a	need	for	companionship:	“he’s	a	good	pack	leader	for	you.	Brokefang	went	on.	Humans	are	like	wolves.	We	all	need	a	pack”	([1994]	1999,	93).	Brokefang’s	statement	not	only	demonstrates	an	importance	of	the	Pack,	but	it	also	establishes	a	further	similarity	between	humans	and	wolves,	at	least	concerning	this	need	for	a	Pack—humans	are	like	wolves	in	this	need.		Daine	and	Maerad	find	care,	companionship,	and	unity	in	“the	Pack,”	just	as	Alanna	and	Kel	find	support	and	understanding	in	their	conversations	with	other	women.	These	are	relational	models	of	self,	and	they	are	crucial	for	undoing	the	dominance	of	binary	oppositions.	As	repetition	and	connection	demonstrate,	relationship	frustrates	economies	of	opposition	by	occupying	the	
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space	between	oppositions,	and	as	this	final	reading	of	“the	Pack”	demonstrates,	the	relational	model	of	self	available	in	these	texts	also	refuses	the	competition	and	isolating	individuality	implicit	in	hegemonic	narratives	of	self	(narratives	underscored	by	the	system	of	binary	oppositions).	Moreover,	as	mainstream	offerings	of	“the	Pack”	demonstrate,	the	power	of	the	dominant	to	recuperate,	to	stabilise,	that	which	threatens	its	systems	is	strong.	Thus,	these	texts	also	demonstrate	how	challenges	to	this	narrative	must	come	from	the	periphery,	from,	for	example,	mythopoeic	YA	fantasy,	as	this	fantasy	is	both	outside	of	mainstream,	popular	culture	and	in-between	the	binary	opposition	children/adult	literature.		 	*	*	*		These	mythopoeic	YA	fantasy	texts	do	insist	upon	a	certain	“truth”	of	the	body;	there	are	certain	immutable	facts:	Alanna	is	female	and	her	body	will	physically	develop	into	a	woman;	Levana’s	body	is	scarred;	Daine’s	body	is	human;	Cinder’s	body	is	part-human	and	part-machine.	Yet,	these	texts	also	complicate	that	truth:	cross-dressing	disguises	Alanna’s	body,	as	the	Lunar	glamour	does	for	Levana	and	Cinder;	pregnancy	both	reveals	and	conceals	a	multiplicity	of	body,	while	Daine’s	body	can	also	become	wolf	or	bird	or	a	myriad	of	People	(animals	within	this	world).	In	other	words,	these	texts	demonstrate,	exceedingly	well,	the	body’s	liminality,	and	in	so	doing,	they	refuse	the	flatness	and	superficiality	of	body,	and	bodily	appearance,	demanded	by	popular	and	media	culture.	Becoming	bodily	a	girl,	animal,	human-machine	hybrid	or	being	scarred	or	pregnant	does	not	foreclose	opportunity	or	the	“positions	available	for	occupation,”	to	return	to	Parsons	(2004).	Rather,	this	“becoming”	or	“being”	offers	a	topography	of	the	body	that	does	not	refuse	lumps,	bumps	and	difference	and	a	concomitant	model	of	self	founded	in	relation,	not	opposition.				
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